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ABSTRACT
This research is about exploring the period before and after the invention of the printing 
press. The journey that the first scripts made to be turned into movable type. The research 
consists of investigating and mapping the scripts that were chosen. The thesis has an analyti-
cal view on each journey. Historical background, æsthetical influences, models, characteristics 
and comparison are criteria that have been investigated for each of these scripts. This research 
shed light on the aspects of the transition from script to moveable type and proves that the cul-
tural and historical context, aesthetically choices play as important role as technical reasons 
for movable type to come to life. Knowing that as a type designer will help me to first under-
stand and second revitalize the unexplored ideas in old scripts and typefaces.
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INTRODUCTION
This is a research about the first movable types in Europe and how they came to be.  When 
I started my research about the transitional period from handwriting to printed books in 
Europe the focus was more on the technical challenges that the movable type makers ran into 
in order to create the first types. Quite soon I found out that the groundwork was made and co-
pied when the first movable types where created in Mainz, Europe. That gained knowledge was 
taken over the borders to Italy and served as technical models. I have learned throughout this 
research that type designers and people that research about type and the history of type design 
are technicians as well as designers. When I read the dissertation of Frank Blokland called On 
the origin of patterning in movable Latin type: Renaissance standardisation, systematisation, and 
unitisation of textura and roman type it becomes very clear that it is well thought of and resear-
ched. Also in Boardleys Typographic Firsts: Adventures in Early Printing we find a lot of measu-
red and compaired typefaces to one another. 
So the research shifted from the technical necessities to the focus of which adjustments were 
made from a æsthetical point of view in the transitional phase from scribes to types. The les-
sons learned from the first movable types, in the sense of technicalities, were used as examples 
to other movable types. Throughout the years it got refined and more applied to what the spe-
cific movable types needed, which I will go into per chapter more, but in general they all follow 
the same structures. For those reasons this research will also not be about matrices, punches, 
casting, layout or begin letters or woodcuts, but focusses on the calligraphic models used and 
influences that the first type designers had on each other. 
RESEARCH QUESTIONS
The aim of the research is to distinguish and name the similarities and changes that were 
made and needed to be made for the different scripts to be able to transition into movable 
type. Therefor I will use the following research questions:
Which models where used as an inspiration or blueprint for the first movable types? What æstheti-
cal influences where involved in making the first movable types? Where there also influences from 
Northern Europe to Southern Europe? And vice versa? By looking at and analyzing the scripts that 
were turned into movable type in the 15th and 16th century I will try to find an answer to these 
questions. I started with the basis of the very first movable types in Europe, the Carolingian 
minuscule. This Carolingian minuscule is the formal book hand from around 800 under the 
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From On the origin of patterning in movable type, showing the similarities between Gotica and Roman.
rule of Alcuin of York, who was abbot of St. Martin’s from 796 to 804, developed the exact hand 
which has received the name of the Carolingian Minuscule. Carolingian refers to Charlemag-
ne. This Carolingian script flourished in the eighth and ninth centuries. By the twelfth century 
this gothic script was fully developed and used throughout Europe. However, by the fourteenth 
century changes were happening. Humanists like Poggio Bracciolini (1380–1459), made a new 
semi-gothic script that would thereafter evolve into the humanist book-hand. 
As already shortly mentioned above there are a couple of major typefaces in the history of 
Western typography and it is three to be precise. The first one is the Blackletter typeface. This 
style of typeface is recognizable by its thin and thick strokes, and in some fonts, the elaborate 
swirls on the serifs. When printing by movable type was invented the typefaces were based on 
the book manuscript styles of that time. The second one is the Roman and it is the face that is 
of the greatest importance and the most used, to this day. The third one is the Italic. A cursive 
letter form, these italic types were used first as body texts in small volumes, today it is almost 
exclusively used as part of a text, to emphasize or make disctincions in the text. 
These typographic categories can be distilled into the first typefaces of great importance. They 
will be analyzed in the following six chapters: Gutenberg B42, The first printed type in Italy, 
The first roman, The Italian rotunda, Caxton type 2 and Italic 1.
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From Alcuin's Bible. Carolingian minuscule. 9th century.
METHODOLOGY
For my methodology I will use a mix of qualitative and quantitative methods, this allows for a 
combination of numerical measurement and exploration. I am not claming that all informa-
tion can be found or is traceble to it's true origins but for the most part it is complete in the 
sense that all available information has been explored and most questions answered. 
To be able of making a good analysis of the most important types from the early years of mova-
ble type I have applied the analytical questions below. 
ANALYTICAL QUESTIONS
Year 
(when was the first known version of the typeface made?)
Printing press 
(who was the printer?)
Punchcutter 
(who was the punchcutter?)
Model(s) used 
(which calligraphic models were used that we know of?)
The first printed 
(what is the first known and preserved copie printed in the type?)
Historical background 
(what is the historical background of the typeface?)
Æsthetical influences 
(what calligraphiy lay on the foundation of the typeface?)
Examples models used 
(are there examples of calligraphic models used?)
Characteristics 
(what are the most important characteristics?) 
Comparing




It was in the year 1455 that one of the most important inventions came to life. Gutenberg prin-
ted the first sustantional typographical book in Europe. It was not the first what he printed but 
it was the most important of it's time and Gutenberg choose as a model for the Textualis Qua-
drata. This blackletter got most used in the 14th and 15th centuries. Textualis was most widely 
used in Germany, France, the Low Countries, and England. So it was not surprising Gutenberg 
used the Textualis Quadrata to print the Gutenberg Bible. It also goes by the name of B42, the 
B stands for bible and the 42 refers to the amount of lines per page. In the early 1450s Johan-
nes Gutenberg (1400 - 1468) was perfecting his method of printing with movable type. His 
punchcutter Peter Schöffer (1398?-1468) was the principal workman of Johannes Gutenberg. 
Schöffer was also responsible for many printing innovations such as: dating books, introdu-
cing Greek characters in print, developing the art of type-founding, and printing in colors. 
AESTHETICAL INFLUENCES
It is broadly accepted that Gutenberg wanted to create the typeface used for the B42 as close 
as possible to the Textualis Quadrata. This because the scribes were using this script to write 
books at that time in Northern Europe. Both he and his clients wanted to have it like that. 
Interesting however is that after the B42 the typeface was hardly used anymore to print books. 
As mentioned the textualis was the most used calligraphic form of blackletter at the time, 
in order for Gutenberg to mimic it as close as possible, he included a large number of ligatures 









The first finished copies 
THE GUTENBERG BIBLE
THE GUTENBERG B42
Detail from Calligraphy in a Latin Bible of 
AD 1407 by Gerard Brils.
Detail from Gutenberg's B42.
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MODELS
The name textualis quadrata derives from its increasing density that deepened the colour 
of the page and imparted to this formal book hand the appearance of woven fabric. In some 
books the more formal black-letter looks stiff and narrow, and the lines forming the letters at-
tain the perfect regularity of a picket fence; the rigidity is relieved only by hairlines made with 
the corner of the square-cut nib, which add a playful note to an otherwise sombre hand. 
The feet of the minims of textualis quadrata are made up of diamond shapes, and they match 
the serifs found at their tops. Quadrata was used for early German printing types and became 
widely used in both type and calligraphy. A good example of a model that could have been used 
by Gutenberg is the great Bible of Mainz. One of the reasons might be that Gutenberg also had 
his printing press in Mainz.
Detail from The Giant Bible of Mainz.Page from The Giant Bible of Mainz. 
Detail of the B42 specimen with ligatures and abbreviations.
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CHARACTERISTICS
Here I have decribed the important characteristics of the typeface.
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Tall, narrow letters and are formed by sharp, straight, angular lines, 
as a result, there is a high degree of "breaking".
Ascenders (in letters such as b, l, h) are vertical and often end in
sharp finials.
When a letter with a bow (in b, d, p, q) is followed by another letter with a 
bow (such as "da" or "be"), the bows overlap and the letters are joined by 
a straight line (this is known as "biting").
A related characteristic is the half r (also called r rotunda), the shape of r 
when attached to other letters with bows; only the bow and tail were writ-
ten, connected to the bow of the previous letter. In other scripts, this only 
occurred in a ligature with the letter o.
Similarly related is the form of the letter d when followed by a letter with 
a bow; its ascender is then curved to the left, like the uncial d. Otherwise 
the ascender is vertical.
The letters g, j, p, q, and the hook of h have descenders, but no other let-
ters are written below the line.
The letter a has a straight back stroke, and the top loop eventually beca-
me closed, somewhat resembling the number 8. The letter s often has a 
diagonal line connecting its two bows, also somewhat resembling an 8, 
but the long s is frequently used in the middle of words.
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Minims, especially in the later period of the script, do not connect with 
each other. This makes it very difficult to distinguish i, u, m, and n. In 
blackletter this would look like a series of single strokes. Dotted i and the 
letter j were developed because of this.
The script has many scribal abbreviations, adding to the speed in
which it could be written. Which was also adopted by Gutenberg.
COMPARING
The Gutenberg Bible compare it to The Giant Bible of Mainz 
The differences below are of a technical nature instead of aesthetical.  This to be able to make 
the movable type.
One of the clear differences between the model and the movable type are thin lines that the 
model has at the end of the characters. This was not an adjustment that needed to be made 
but I think it was not technically possible to make these thin lines in movable type. 
Another thing is that the characters in calligraphy are able to be attached to each other, as for 
the movable type this is not technically possible, with exeption of the ligatures of course. 
The dots on the i are very different, in the calligraphic versions that I have looked at  they are 








KONRAD SWEYNHEYM AND 
ARNOLD PANNARTZ
The first finished copies 
DE ORATORE BY CICERO
THE FIRST PRINTED TYPE IN ITALY
HISTORICAL BACKGROUND
It was just a decade after the invention of the press, that printing arrived in Italy. In the year 
1464  Konrad Sweynheym from Mainz and Arnold Pannartz from Cologne set up their press 
in the Benedictine monastery St Scholastica at Subiaco, Italy. The credit for bringing the first 
printers to Italy generally goes to the Spanish Cardinal Juan Torquemada, he was Abbot of 
Subiaco. If Sweynheim and Pannartz made the first Roman in Italy is up for debate. It is 
depending on how loosely the words recognizably roman are interpreted. We will go with 
the statement that the first Roman is printed in Italy evendo it still has clear Gotica-Antiqua 
characteristics. The first book they printed was a version of de Oratore by Cicero.
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De oratore by Cicero.
AESTHETICAL INFLUENCES
The innovation of Sweynheym and Pannartz was the development of a more rounded typeface 
than the Textura introduced by Gutenberg. Evendo it was modeled on the formal Italian hand-
writing known as humanist script, it has still clear features of a gotic script. In the process of 
making movable type for the Italian market and probably without knowing they created some-
thing unique, they're 120SG Subiaco typeface. The first book printed in Italy that is preserved 
is a Cicero, De oratore and was issued in 1465. This impression is very important, because it 
abandons the Blackletter of the early German books. In Italy, Roman characters were wanted. 
EXAMPLES OF MODELS 
Just as the first printers in Germany looked to German manuscripts exemplars for their gothic 
textura types, so too, Sweynheym and Pannartz modelled their letterforms on contemporary 
Italian manuscript book-hands, humanistic scripts. There is no single exemplar and partly it 
also has Gotica features. It existed in many forms with local variations, further differentiated 
by the unique characteristics of individual scribes, like Antonio di Mario and Giovanni de Stia.
CHARACTERISTICS
Here I have decribed the important characteristics of the typeface.
Giovanni de Stia, Florence.
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The capitals of the Subiaco type are clearly roman, though they are antique 
square capitals as interpreted by fifteenth-century scribes. 
A is relatively wide with no serif at the apex.
H is among the most peculiar of the capitals, with its broken right stem. Howe-
ver, this form was not a fanciful creation of Sweynheym and Pannartz, but is to 
be found in early fifteenth-century specimens. 
I has a spur protruding from the left-center of the stem, like the gotic scripts.
The diagonal stroke of N meets the right stem mid way, a Greek shape – a form 
not uncommon in humanist scripts. 
In addition to long s (ſ), short s is included for word endings only.
By looking at the lowercase a and d you can see the clear round shapes in-
fluenced by the Roman and by looking at the lowercase e the angular and mre 
straight shape that is characteristic for Gotic and with h you can see the Rotun-
da h shape clearly.
The lowercase g is a clear example of Roman, its distinct shape is completely 
different then its Gothic counterpart.
There is a lack of unity between the uppercase and lowercase, the stress 
and axis (the distribution of weight in the stroke) in the capitals is almost  
perpendicular, while in the lowercase it is oblique.
Little contrast in the letterforms, combined with tight spacing, makes 
for a relative dark color.
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COMPARING
Comparing the movable type to the calligraphic predecessors is difficult because there is not 
just one example. It is a Germans idea of Italian Humanism and therefore a mixture of Hu-
manist and Gotic influences. Whoever cut it was trained in the Gothic tradition of letting the 
stroke of the pen show in the finished work. Comparising of the type with the writing of a con-
temporary Florentine copyist shows a difference of aim, the Italian trying to achieve rotundity, 
delicacy, and lightness which are absent from the printed text. [Carter, p. 47, 48].
Stanley Morison notes, the type includes several sorts of d, l and m, perhaps concessions to 
calligraphic variations. [Boardley p. 42].
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HISTORICAL BACKGROUND
This is probably the most interesting chapter because of its complexity and different lnfluen-
ces. There can be a debate on who created the first Roman. There is Adolf Rusch of the R-prin-
ter from Strasbourg who printed the famous R-bizarre and Johannes da Spira (Von Speyer). In 
my opinion it was the Spira 110R. We don't know for sure who the punchcutter was that cut 
they're type. Interesting is the roll in history of the Roman Capital that can not be ignored. 
Because of its important part to the Roman as a whole it will get his own part in this chapter. 
Maybe not the first but probably more important to the Roman was Jenson, who took the same 
model as da Spira and perfected it. And therefore he will also get his own part in this chapter. 
 
CULTURAL INFLUENCES/AESTHETICS
The first roman type ever cut was Spira 110R by the earliest known printer in Venice, Johannes 
da Spira (Von Speyer). His capitals ‘represent the antique well enough’ [Carter, p. 71] and his 
lowercase letters display bilateral serifs at the bottom of the stems. But this type ‘shows pro-
mise rather than mastery’ [Carter, p. 70] and the same style of letterforms was better rendered 
some months later in 1470 by the French printer (and probably punchcutter too) Nicolas Jens-
on who achieved great fame in Venice. 
EXAMPLES OF MODELS USED
ROMAN CAPITALS
But we will start with the Roman Capitals. I will not discuss the gravestone of Melos or the 
Greek monoline. For us the journey of the Roman Capitals starts in the 1ste century A.D. 
This was the moment that the uniform stroke gradually yielded to the contrasting stroke. This 
was adopted primarily for large-scale inscriptions and spread from slight to bigger contrast.
The contrasted and serifed letters we now call Roman begin to appear with the imperial power 
and made them it's symbol. Here it started to look more like the Roman Capitals as we know 
it and was used as a model. We jump foreword to the Trajan column dated 112-13 because of 
its quality that led to being imitated by the revivalists of the Italian Renaissance. It is probably 
difficult to find a better specimen of Roman sculptured calligraphy governed by Imperial stan-








JOHANNES AND WENDELIN 
DA SPIRA (VON SPEYER)





The thick and thin strokes (In the Trajan inscription the contrast between thick and thin is 
relatively slight)  with decorative, bracketed serifs, it was finely chiselled and deeply engraved.
They are square at the width (most Roman letters) and like that the same as their Greek 
predeccessors. The strokes are (theoretically) of equal height. These Roman Capitals went 
on to be used by the Humanists of the Renessaince in Italy. Examples are the works of Poggio 
and Sanvito. 
POGGIO BRACCIOLINI 
The general idea that roman type as we know it was derived from the humanistic script develo-
ped in Florence in the early 15th century, especially from Poggio Bracciolini’s handwriting. 
Roman is not to say Humanistic, though Roman typefaces were versions of Humanist script 
with adaptation to the typographical medium. The handwriting model was adopted by a 
group of Italian scholars, when you come to Poggio, Ullman says, he is the inventor of the 
Humanistic script. [Carter, p. 45] In this example of Poggio's work you can see that the 
characters are still very close spaced to eachother, in da Spira's type it has been spaced out 
more, evendo inconsistent.
Roman inscriptional capitals on the base of Trajan's Column, c. 113.
Square Roman capitals, drawn by Revd. Edward M. Catich.
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Sample of Poggio Bracciolini handwriting.
BARTOLOMEO SANVITO 
He was a master of Humanist italic script. Square capital letters alternating colored and gold 
are a characteristic of his style. Bartolomeo Sanvito (February/March 1433–July 1511) was a 
scribe from Padua in Italy, but trained in Rome. His square capital letters were very big in com-
parison to the lowercase letters.
CHARACTERISTICS
Here I have decribed the important characteristics of the typeface.
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Sample of Bartolomeo Sanvito’s formal hand, from the early 1460s.
Capitals represent the antique well enough, there are true serifs at the 
end of the thick strokes.
little o is round as the big one.
Capitals are to big, as in the manuscript example of Sanvito.
COMPARING
This comparing is a little different because it is not only about looking backwards but also 
looking forward to basically the perfection of the Roman typeface by Nicolas Jenson.
As mentioned both the movable type as the calligraphic model of Sanvito have roman capitals 
that are to big in combination with the lowercase. Also there are sharp downfacing serifs 
on the top of the lowercase characters. Very specific about Poggio's example are the better 
proportioned capitals and the upfacing serifs on the bottom. Both scripts have their own 
characteristics and is not copied directly. But we can see the unmistakably roman features 
in da Spira's roman.
PERFECTING THE SCRIPT
A year later as da Spira, it was Jenson who used precisely the same design as da Spira but with 
the improvements that were necessary to create the first full roman typeface.
The two types share the same distinct features, the letterforms follow the same models with 
but with the improvements by Jenson:
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The capitals are to heavy in comparisment to the lowercase. This follows 
the line of the calligraphy looked at.
The lowercase h still has the round shape as we see in the rotunda script.
The top serif of the lowercase characters are still to thick in comparis-
ment to the rest of the characters.
a is wider.
The two counters of his g are more proportionate.
His capitals are lighter and smaller, better balanced with the lowercase.
 
The only structural difference is Jenson’s letter h with a straight 
right stem. 
The dots on i and j, but also diacritcs are placed a bit to the right for it 
not to interfere the overhanging character on the left.
After Jenson's design there was little left for the makers of Roman type in Italy in the way of 
designing but to copy Jenson.
Detail of Jenson's printed movable type.
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HISTORICAL BACKGROUND
The Rotunda is a specific medieval blackletter script. It originates in Carolingian minuscule. 
Sometimes it is considered a script on its own and was mainly used in southern Europe. It 
can not be said for certain who made the first type, but as soon as Wendelin de Spira at Venice 
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A WORK ON CANON LAW
THE ITALIAN ROTUNDA
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Childrens psalter spread, ratdolt 1486.
AESTHETICAL INFLUENCES
Littera moderna was the name 15th-century humanists used for rotunda, a black letter used 
in medieval Italian books. It was created in Bologna, in the 12th century and rounder than 
German versions, littera moderna is characterized by rounded forms that overlap to create 
pointed intersections. Black-letter hands were called Gothic by the “modernist” Lorenzo Valla 
and others in mid-15th-century Italy. The modernists rejected these scripts because they as-
sociated them with the Middle Ages, which they considered a long intellectual deviation that 
separated their generation from the standards of the Classical age. 
EXAMPLES OF MODELS USED
Examples of a regular and polished hand, associated especially with Bologna, are found writ-
ten in the latter part of the 12th century. This Italian Rotunda was a somewhat cramped letter 
with short ascending and descending strokes. It was the family of script called textus prescius 
or sine pedibus, it had no feet. The French called the family lettre de somme and ranked it in 
the order of formality second to the textura. The characters had aquired a fixity of shape by the 
15th century that was rare in medieval hands. The characteristics endeared it to printers. It 
was ideally suited to printing and printing was ideally suited to it. 
Manuscript in round gothic, written in Italy before 1450.
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The r rotunda is an old letter variant commonly used in rotunda scripts 
and other blackletter typefaces. It is thought that this variant form of that 
letter was originally devised either to save space while writing on expen-
sive parchment or for aesthetic reasons.
COMPARING
It is incredibly difficult to compare the Italian Rotunda to a calligraphic model. There is not 
a lot of information to be found and even the printed copies that I found represent the first 
printed movable type well.  
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It is Blacker then a typeface comfortable to read.
The capitals are unclear.
Biting is a common feature in rotunda.
Italian rotunda also is characterized by unique abbreviations, such as q 
with a line beneath the bow signifying "qui", and unusual spellings, such 
as x for s ("milex" rather than "miles"). characterized by a set of dis-
tinctive abbreviations and abbreviation marks.
CHARACTERISTICS 
Here I have decribed the important characteristics of the typeface.
HISTORICAL BACKGROUND
In 1476 William Caxton printed the first book in English in the Batarde type. He returned to 
England and set up a printing shop at Westminster at the sign of the Red Pale. Over the course 
of 14 years, he printed more than 70 books, 20 of them his own translations from the Latin, 
French, and Dutch. It was at the request of the duchess Margaret that he resumed his abando-
ned translation of a popular French romance, The Recuyell of the Historyes of Troye from the 
French of Raoul le Fèvre. After spending a year in Cologne learning the art of printing, Caxton 
returned to Bruges and set up a printing press, where he published his translation of The 
Recuyell, the first printed book in the English language, around 1474. Researchers have esta-
blished that the punchcutter who made the Caxton Type 2 was Johan Veldener. A punch cutter 
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Page from The Recuyell of the Historyes of Troy by William Caxton.
AESTHETICAL INFLUENCES
The typefaces used by Caxton were all varieties of black letter or gothic type. His earlier works 
were set in an early form of French lettre bâtarde. This was the first contribution from France 
to the world of typography. The design of the typeface Caxton Type 2 was based on the kind of 
scribal handwriting seen in the best Flemish manuscripts, and also known as a bâtarde. 
EXAMPLES OF MODELS USED
It is said that expecially the writings of Henri de Ferrières were used as models and inspiration 
for Caxton's typeface.
Detail from the Lettre bâtarde by Henri de Ferrières.
CHARACTERISTICS 
Here I have decribed the important characteristics of the typeface.
Vertical stress and rather condensed letters.
With broken curves.
General close to textura but it has looped ascenders.
21
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There is no uniformity in the capitals, they include forms also used for 
French Textura and Italian Rotunda. 
COMPARING 
The Batarde became increasingly into use for the local languages and developed distinctive 
forms in the several regions. The written state of the French batarde is very handsome, some-
times it captures a fluency and by giving chief stress to oblique strokes. The printed version is 
a little strained and stiff. The lowercase f and also the t are more angled to the right than the 
movable type. The whole calligraphic version dances more from side to side when you put it 
next to the movable type. 
HISTORICAL BACKGROUND
Though originally designed in 1500 or earlier, the first notable use of italic was in an edition 
of Virgil (the “Aldine Virgil”), created in 1501 by Francesco Griffo, punchcutter to the printer 
Aldus Manutius, in Venice. He designed his type on models of an informal, handwritten letter 
used in the papal chanceries of the time, and he cut his new face in lowercase letters only. 
He combined these with a suitable roman capital. Still later, a simple, sloping uppercase face 
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VIRGIL DEDICATED TO ITALY
ITALIC 1
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Detail from the Italic 1.
AESTHETICAL INFLUENCES
As mentioned above Francesco Griffo cut for Aldus the first italic type (Italic 1). This is a com-
plete alphabet and it was modelled on Chancery italics. With quite narrow letters inclined 
towards the right Chancery italic script was quick to write and popular among humanists and 
chanceries.  In cursive chancery hand the pen was held slanted at a forty-five-degree angle for 
speed, but it could also produce beautiful calligraphic writing. In fifteenth-century Italy the 
cursive chancery hand was employed in correspondence, everyday business, and documents of 
minor formal importance. 
EXAMPLES OF MODELS USED
75 years earlier in a previous generation of Humanists there where copyists and notaries with 
more cermonious and polished cursives, at the end of the 15th century. It is like the copyists 
hand of Niccolò Niccoli of the period 1420-30. He did not sign his works as it was not intended 
for sale or commercial use. The scripts attributed to him is not of a formal humanistic type, ra-
ther a humanistic cursive. It is in fact the hand that led to the Italic type fonts. [Ullman, p. 69]





When we look at the calligraphy of Niccoli a couple of things stand out. With the g for in-
stance, the lower part is large and often irregular. In the printed version it has of course been 
standardized and not as long as the calligraphic version. The ct has a sweeping connecting 
stroke and the et is tall. These ligatures have also been made by Griffo. Other specifics are: e 
and x, expecially the combination of those two. Sometimes r sinks below the line and ascen-
ders tend to turn to the right at the top or to have small loops. Interesting is that Griffo made a 
large number of ligatures to imitate the cursive hand but the problem is that they are not really 
well done ligatures and it doesn't ad much to the flow of the page. Also the inclined cursive 
lowercase characters in combination with upright roman capitals is interesting. This was not a 
typographic innovation, but an imitation from manuscript exemplars. 
In the first italic the capitals are still upright and Griffo used the 
Roman version.
Also the capitals were quite small comparing to the lowercase and is said 
that it might the firstintroduction of the small caps.
CHARACTERISTICS 
Here I have decribed the important characteristics of the typeface.
A lot of ligatures in the face, at least sixty-five. Not only c, t, f, and long s 
joined to succeeding vowels and to some other letters, but double c, 
double t, ct and st were so to.
CONCLUSION
The overall topic of my research concerns one of the most important inventions in the world, 
that of the printing press. What it set off is impressive and also the speed in which it spread 
over Europe is remarkable. I believe that the excistence of the calligraphic predecessors played 
an important roll in it. Within 50 years after the first large book got printed basically all the 
important typefaces came to life in movable type variations. The Gotica, the Roman and the 
Italic were made in an incredible speed. Not all of them were great and technically good in the 
beginning but an achievement nevertheless.
Each individual typeface went through its own journey. For instance in the case of Gutenberg's 
B42 it was incredibly important that it would be as close as possible to the calligraphic prede-
cessor as possible. Textualis Quadrata. The amount of ligatures and abbreviations made for 
it to look as the script is astounding. Just a decade after the invention of the press printing it 
arrived in Italy. They have made a great effort in trying to make a Roman typeface. The result 
that came out was a Gotico-Antiqua but a great result. They moved away from wanting to use 
one specific script and copying it but it became more free and experimental. Da Spira made 
the first Roman and it is a good effort. With the influence of scribes like Poggio the Da Spira's 
came really far before Jenson perfected it. The Italian Rotunda is the other way around then 
Sweynheim and Pannartz, it is an Italian look on gotic. Also from the family of Gotica comes 
the Batarde, the first French contribution to the world of movable type in Europe. Caxton took 
it and with the Batarde he introduced the printing press into England.  The Italic is a world 
of its own, especially the combination with the Italic lowercase and Roman uppercase. It also 
shows the process of development of the Italic, with it's Italian roots in handwriting. 
It has been a surprising journey with the influences throughout Northern and Southern Euro-
pe. To see that its not only æsthetical by looking inwards but also wanting to try the other thing 
and to master it. Interesting how the circle goes, from Gothic, to Gotica-Antique, to Roman, to 
go to a Italian perspective on Gotica, to a new Northern European Gotic variation. This rese-
arch shed light on the aspects of the transition from script to moveable type and proves that 
the cultural and historical context, aesthetically choices play as important role as technical 
reasons for movable type to come to life. Knowing that as a type designer will help me to first 
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